1890s became increasingly concentrated in new magazines associated with British Aestheticism and Decadence. Of particular significance was his work for The Artist (five contributions between 1891-3) and The Spirit Lamp (three contributions in 1893, two published posthumously), the short-lived Oxford magazine edited by Lord Alfred Douglas. 10 The Artist in particular, under the editorship of Charles Kains-Jackson, was gaining a reputation for daringly public expressions of homosexual sympathy. According to Laurel Brake, Kains-Jackson was attempting "to situate the periodical as a defining centre of a gay community of readers and discourse", achieving this by a combination of recognisable contributors and coded subjects.
11
The writings and art of Michelangelo Buonarroti formed part of this queer repertoire, and
Michelangelo was also the subject of the last major original work Symonds saw through the press. In late 1889 he began a biography of the Renaissance artist, and in 1891 he was granted access to the Archivio Buonarroti. These studies confirmed Symonds's suspicion that Michelangelo expressed homosexual desire, and revealed attempts to suppress, or purposefully mistranslate, examples of poetry addressed to male recipients: "I think there has been a conspiracy on the part of his Italian editors & biographers to throw dust in the eyes of the public." Symonds determined to restore these writings, though he feared accusations of purposeful prurience: "But I am afraid of the task before me: truth-telling, without seeming to dot i's wilfully." 12 In June 1892, three months before the Michelangelo biography was published, Symonds opened negotiations that would result in his most public (though posthumous) discussion of homosexuality. Commissioning Arthur Symons to act as intermediary, Symonds broached the subject of a book-length study of sexual inversion, offering the idea to Havelock
Ellis as editor of the Contemporary Science Series at the Walter Scott Company. Ellis proved 10 For an account of these contributions see Babington, 198. 11 Brake, Print in Transition, 119 . 12 Symonds, Letters, 586 (to Edmund Gosse, June 22, 1891) .
receptive, though he doubted such a work could appear under the existing series, while in subsequent correspondence Symonds was able to convince Ellis to act as co-author. Symonds envisioned the work as a serious study of homosexuality from the combined perspectives of history and science, shielding public discussion from accusations of obscenity by claiming authority to speak through new medical discourses, employing the "straight medical man's cosignature" as a means of self-defence.
13
In the Key of Blue and Other Prose Essays was a collection of Symonds's writings conceived and published during this time of feverish activity. It was the final work Symonds would see in print: an anthology of aesthetic and homoerotic writings, many of which were drawn from recent contributions to the periodical press, with others taken from unpublished sources such as diaries and private miscellanies. Symonds sent a "prospectus" for the volume to publisher Elkin Mathews just two weeks after he commissioned Arthur Symons to approach Havelock Ellis, and negotiations for the two projects occurred concurrently. 14 Symonds was also still at work, intermittently, on his Memoirs. 15 If the autobiography was a private utterance left for posterity, a delayed address to an imagined future audience, then In the Key of Blue is as a daringly public celebration of homoeroticism, part of Symonds's multifaceted attempts in the early 1890s to speak out. This article traces the evolution of the project, from compilation through to reader reception, and explores how Symonds made use of the essay collection genre to re-contextualise his work. New combinations of public and private writings, appearing together for the first time, provided the means to facilitate new readings and new inferences, bringing homosexual themes to the fore. Thus Symonds was able to re-present his writings, 13 Koestenbaum, 44. Symonds would die before Sexual Inversion was complete, leaving Ellis to finish the project. 14 Symonds, Letters, 700-1 (June 30, 1892) . 15 Symonds does not record the completion of his Memoirs. In a letter to his daughter Margaret, he lists the autobiography as something he hopes to complete before "I go hence & see the lovely earth no longer". Letters, 711 (July 8, 1892) .
producing a personally revisionist work and demonstrating what Edward Said has theorised as late style, an often shocking dissonance between an artist and the culture they inhabit as they approach the end of their life and career.
Symonds's late style
Symonds was not quite fifty two when he opened negotiations with Elkin Mathews for a new essay collection under the working title, Essays in a Key of Blue. Though certainly not old, Symonds's poor health provided him with a preternatural sense of mortality, and he expressed the fraught relationship between age and wellbeing through metaphors of discord and disjunction. In February 1893, just two months before he died, Symonds spent three days in bed suffering from congestion in his lungs. On this occasion, he described his body as a "machine Symonds's determination to speak out on the subject of homosexuality put him irrevocably at odds with his own time and (predominantly British) readership. And it is this key feature, rather than any conviction he was soon to die, that establishes his work in the early 1890s as a form of late style. Edward Said, in the work he would fittingly leave unfinished, theorised late style as an untimely or inappropriate utterance. Following Adorno, Said conceives of lateness as a state of survival, enduring "beyond what is acceptable and normal"; it is not, therefore, a matter of caution being thrown to the wind in the face of death. Rather, it is the sense of an approaching end-point expressed through a "refracted mode." 20 The result is a "new idiom"
characterised by "intransigence, difficulty, and unresolved contradiction"; a discourse through 18 Fraser, ? 19 Symonds, Memoirs, 99, 103. 20 Said, 13, 9. which the artist, paradoxically Younger, 5 (to Edmund Gosse, February 21, 1890) . 24 Ibid.
Attempts to speak out in the 1890s suggest Symonds envisioned himself in this role of Davidlike champion. In the Key of Blue must therefore be seen as part of his determination to challenge the "brutal majority", the Goliath-like society from whom he felt estranged. Understood in these terms, the essay collection demonstrates a "catastrophic" late style: a refusal of "higher synthesis" with an established order, subverting the expectations of a readership and market it simultaneously addressed and defied.
25

Late style and "new" works
The man of letters essay collection was an established form by 1892 and one in which Symonds was well versed. As well as numerous collections of travel writing and art criticism-such as Sketches in Italy and Greece and Italian Byways-Symonds had published Essays Speculative and Suggestive in 1890, a two volume collection of new and previously published works on diverse topics. The collection was not well received; there was no clear organising principle and reviewers complained of a lack of coherence. The Athenaeum described the essays as "pleasing, but somewhat scrappy", while The Pall Mall Gazette went further, renaming the collection "Mr Symonds on Things in General": a book "so unfinished" that it "should have gone once more through the crucible, and come out reduced in bulk, refined in quality." 26 Though it was possible to detect Symonds's interest in homosexual themes-his celebration of male beauty in "The Model", for example, or arguments against censure in "Democratic Art"-this focus is not sustained, nor is it explicit. In the Key of Blue, by contrast, would be remarkable for its consistency.
25 Said, 13, 12 . Edward Strachey's place. Inedited. harmony, but why might blue be significant? It was the colour of Harrow and Oxford, both important sites of sexual self-discovery for Symonds, but it seems likely that Goethe's Theory of Colours was being invoked. Goethe had been an important influence on Symonds since the 1860s; he adopted his "im Ganzen, Guten, Schönen resolut zu leben" as a creed, using it as an epigraph for Studies of the Greek Poets and having it embossed in gold on the cover of Animi Figura. For Goethe, the moral associations of blue were to "darkness" and a contradictory, "stimulating negation". Blue thus epitomises the mixture of fascination and repulsion with which Symonds described his desires: blue "draws us after it"; it vacillates "between excitement and repose"; it is "gloomy and melancholy", reflecting Symonds's characterisation of "L'Amour de L' Impossible". 33 In the Key of Blue, therefore, signals its aesthetic and erotic coherence.
If the titular essay was essential, "[tuning] the whole", the final four pieces were not an integral part of this chorus of voices and hues; Symonds marked them for potential omission if the expediencies of publishing required a shorter book. "In the Key of Blue" was one of five previously unpublished essays included in the collection, the others comprising two works on songs ("Medieval Norman Songs" and "Lyrics from Elizabethan Song-Books") and two older pieces extracted from Symonds's diaries ("Clifton and A Lad's Love" and "Notes of a Somersetshire Home"). In bringing these works before the public, Symonds was particularly concerned by the potential impact of "In the Key of Blue" and "Clifton and A Lad's Love". In his letter to Mathews, Symonds warned the former "may be inappropriate for publication" while 33 Goethe, 310, 311. "L'Amour de L'Impossible" is a sequence of fourteen sonnets published in Animi Figura. In his Memoirs, Symonds describes this sequence as autobiographical and written under the stress of attempted sexual repression. Cf. Symonds, Memoirs, 240, 267, 272. the latter was perhaps "too immature."
34 But in correspondence with sympathetic friends, he singled these works out as vitally important. He urged Edward Carpenter to look closely at "'Clifton' and the First Essay" alongside "The Dantesque and Platonic Ideals of Love", one of the collection's previously published works; while to Gleeson White, editor of The Studio, he described the early diary essays as " [t] he pieces in the book I care for most." 35 Symonds's conflicted concern for "In the Key of Blue" and "Clifton and A Lad's Love"-that they must be read, but they might cause offence-suggests they are foundational to the project. It is no coincidence, therefore, that both describe homosexual desire with a frank, autobiographical voice. bathers. 37 Symonds is ever present in this essay: prose sections detail his encounters with Augusto, their companionship, their travels through city and country; poetry expresses desire, his admiration of male beauty, couched in a Whitmanesque language of comradeship and sympathy.
"Clifton and A Lad's Love", by contrast, is more directly confessional; there is no careful 34 Symonds, Letters, 701. 35 Ibid., 797 (December 29, 1892), 802 (January 10, 1893). 36 Maxwell, 238, 239. 37 Saville, contextualising, no academic frame. Symonds's preface takes note of the thirty year "interval"
(iii) separating these autobiographical acts, but when the reader arrives at "Clifton and A Lad's Love", they are plunged without further warning into an immediate, immersed account, composed between 1860-6 and extracted from diaries. 38 Setting the template followed by "In the Key of Blue", this essay combines poetry and prose, but rather than celebrate the body and presence of the beloved, the speaker mourns his absence and loss.
The period of composition for "Clifton and A Lad's Love" coincides with Symonds's earliest relationships, chaste and idealised, with Bristol choristers Willie Dyer and Alfred
Brooke. Symonds was forced to sever ties with Willie after confessing their "romantic affection"
to his father in 1859. 39 His confession came amidst the "Pretor-Vaughan affair", in which he exposed the relationship between Dr Vaughan, headmaster at Harrow, and a pupil, Alfred
Pretor. 40 In the Memoirs, this event becomes the sign and symbol for many subsequent renunciations, and, with hindsight, Symonds considered this relationship a prophetic turning point: "The back of my life was broken when I yielded to convention, and became untrue in soul to Willie."
41
If memories of Willie provide "Clifton and A Lad's Love" with an element of mourning, its bitter tone was no doubt exacerbated by his frustrated infatuation with Alfred
Brooke-"more intense, unreasonable, poignant" than his feelings for Willie-in the years 1861-2. 42 Symonds was again subject to desires he could not indulge, and he turned repeatedly in his private writings to the subject of self-denial. Thirty years after the event, he chose to lay this personal, poetic indictment of forced separation before the public, articulating his anger and hurt.
Anonymity and apparent immaturity provide the published essay with a modicum of protection
38
For the dating of prose sections in "Clifton and A Lad's Love" see Babington, 58. 39 Symonds, Memoirs, 116. 40 Grosskurth, 38. For an account of these events see Chapter 2, "Harrow". 41 Symonds, Memoirs, 117. 42 Ibid, 122. against accusations of impropriety, enabling it to express what the Memoirs concealed within its pages. And indeed, the Memoirs are an important key to the essay, where strong intertextual echoes reveal the unnamed male subject of the poems to be Willie. " [F] ear of men, and shame" (158) and lovers separated by a distance "more far than death" (175) are shared and recurring motifs, and both accounts retrace the sounds and landscapes of their relationship: Leigh Woods, the cliffs near the suspension bridge, the music of a "sailor's melancholy chant" (171).
43
Contemporary readers of In the Key of Blue did not, of course, have access to this key, though "Clifton and A Lad's Love" was clearly and recognisable homosocial; it enabled Symonds to provide some public redress for the lover and relationship he was forced to relinquish-a public utterance with an immediate audience, superseding the more explicit account buried within the pages of the Memoirs.
In his prospectus, Symonds described "Clifton and A Lad's Love" as an " [i] higher purposes of elevated pleasure for which the fine arts were created" (51) to a wider audience. In contrast, the readership for essays first published in The New Review was already broad. Symonds's account of the life and work of "Edward Cracroft Lefroy" and Symonds was angered by his former tutor's suggestion that love between men in Plato was "in the main a figure of speech", and, in a letter to Jowett, he condemned this tendency to allegorise and deny same-sex relations. 56 Symonds, in his own life, had come to realise the impossibility of sublimating desire through ideal cultural forms, and had grown suspicious of attempts to deal with "the central difficulty" of sexual contact between men "by any dexterity in the use of words." 57 There was a dangerous contradiction, he argued, felt acutely by certain students of Plato, in a society that upheld ancient Greece as an ideal while forbidding homosexuality: "What you call a figure of speech, is heaven and hell to him-maddening, because it is stimulating to the imagination; wholly out of accord with the world he has to live in; too deeply in accord with Younger, 7 (to Edmund Gosse, July 12, 1890 ). collection will encounter "Among the Euganean Hills" having already enjoyed the titular essay.
Read side by side, the new essay elucidates the old: the second poetic study in "In the Key of Symonds, "Edward Cracroft Lefroy", 343 Grosskurth, 172.) comparison with Tyrwhitt. 69 In the Key of Blue was perhaps too loud, speaking out with a voice that was not (paradoxically)
Symonds's own. The Artist identifies him as a writer of an older, quieter generation; his public engagement with homosexual themes had previously been measured, controlled and prudent, 70 A few copies of the first edition were issued in blue boards, but this run was halted at the request of Charles Ricketts who feared an unflattering association between "Ricketts' Blue" and the Reckitt's brand of laundry bluing. See Babington, 83. Symonds, Letters, 802 (to Gleeson White, January 10, 1893), 794 (to Elkin Mathews, December 20, 1892). the use of "curious" for erotic and pornographic works back to 1877. The Athenaeum and Academy, both scholarly weeklies (and the latter with a family readership of both men and women), were unable to relinquish the codes that Symonds had discarded in In the Key of Blue.
The tendency in both reviews, therefore, is to reserve praise for the "safe and more familiar ground" of Symonds's cultural and literary criticism-those four essays marked for possible omission-while providing recognisable hints (or warnings) of homosexual themes to those readers in the know.
82
If the self-styled intellectual press turned a blind eye to the homoeroticism of In the Key Blue, the self-appointed moral guardians of the reading public were not content with such coded silences. The Saturday Review-known in certain circles as The Saturday Reviler on account of its "robust, at times rambunctious […] prejudices"-was scathing in its condemnation of the collection.
83
Symonds's descriptive writing is "too luscious" and fault is found with the breadth of the collection: "the canvas, so to speak, is rather too crowded." 84 Brief and reluctant praise is bestowed on "Among the Euganean Hills" in the review's penultimate sentence, but passed over without further comment: "the best essay is one we have not noticed." 85 No such hesitation restrains its attack on the titular essay. The review delights in translating Symonds's subject, a Venetian facchino, into "porter, a scoundrel", revealing the source of the essay's transgression, in both class and morality, and adopting a tone of mock surprise that such attention could be paid to the body and clothing of a working man:
But to berhyme a young Italian man's tie, and hose, and other properties, is a performance so startling that it takes away the breath of the most benevolent critic. Continuing in this vein of hyperbolic disapproval, the review lampoons the essay's eroticism, suggesting the attempt might just have been permissible if the subject belonged to a different class and sex, and only "if [Symonds] was on very friendly terms with her." 87 In its failure to choose an appropriate subject, the essay becomes an archetype for the collection, sharing in the censure of multiple chapters that "deal with topics concerning which we need only say that there seems to be a difficulty in keeping Antinous's head out of the memorial." 88 Hellenism is invoked to suggest the homoeroticism of In the Key of Blue, and despite the stated intention of saying no more on the subject, the review embarks on an extended and explicit discussion of Hellenic sexuality in a manner reminiscent of Tyrwhitt's attack on the "Greek Spirit" in Symonds's writing. The reader is warned of the "savage ideas and habits" belonging to the ancient Greeks of history; these behaviours were "refined and allegorised" by writers such as Plato, but they remain nonetheless "very unholy." 89 And such illicit desires and behaviours can be found among the pages of In the Key of Blue, lurking between the lines:
We have all heard of the famous Symphony in Blue, and of the Closet Blue, and here is
The Key of Blue. It sounds a little as if a word had been omitted-The Key of Bluebeard.
That, however, is not the kind of key which Mr. Symonds has in mind.
90
The reviewer adopts the same syn(a)esthetic terminology employed by Symonds, and, at first, with his public reputation as a man of letters and member of the old guard. Speaking out at the fin de siècle, Symonds produced the "catastrophic" book of Edward Said's late style, an art work subverting "the order or system of things" (OED). 95 He eschewed the ripeness and maturity of an artist at ease with his cultural moment, choosing instead to break through the silence that shrouded same-sex desire, giving voice to the unspeakable, the unnameable.
But for all its daring untimeliness, In the Key of Blue was also the product of a short-lived moment of queer visibility and public utterance. Shortly after its publication, restrictions were reimposed and mouths were stopped. The literal silencing produced by Symonds's death was accompanied by a figurative silencing in the press as reviews of In the Key of Blue gave way to the memorialising impulse of obituary writing. The Saturday Review could be vociferous in its disapproval while Symonds was still alive, but reviews published after April 1893 tended to turn 93 Brake, Print in Transition, 111. 94 Jackson, 39. 95 Said, 13. a blind eye (or deaf ear) to the more daring aspects of In the Key of Blue. Richard Le Gallienne's coded review, for example, was published in the weeks following Symonds's death and approximately one third of its column inches are dedicated to a eulogistic celebration of his life and work. Even The Artist was thrown off track. The journal had originally planned an extended review of the collection with notices across successive volumes, but the first instalmentnumbered "I" and concluding with a promise, "[t]o be continued"-would prove to be the last.
96
The scheme appears to have been halted by Symonds's death and the review was not continued.
In As Laurel Brake notes, this obituary poem is "notably free of the embarrassment of the rest of the mainstream press about Symonds's 'excesses'", and goes so far as to put frank and explicit words into the mouth of its subject: "'Let men be lovers'; your voice rang clear,/ 'Let men be lovers, and Truth be Truth. '" 98 And yet, a more tempered view of Symonds's outspokenness, of the reach and reception of his voice, was offered by Lord Alfred Douglas in The Spirit Lamp:
Alas! too, he had not finished his work, there was more to do; there were chains he might Brake, "Artist and Journal of Home Culture", 25. For a detailed account of Kains-Jackson's removal from The Artist see Brake, Print in Transition, punitive legal system and reactionary press would discipline and occlude this voice. Though it would not be possible to close the closet door again, the possibility of speaking out would be constrained by silence, secrecy and coded discourse until the middle decades of the twentieth century. In the Key of Blue was an untimely and eccentric text in its outspokenness; a daring final work by an eminent man of letters and a product of the early Yellow Nineties, that transient moment of late style Victoriana.
